Introduction
Because musicing experiences occur in many places, and are affected by many people, and various conditions, in this autoethnography my reflections on rurality, Whiteness, musicing, and teaching may lead to understandings of what Elliott and Silverman (2015) identify as musical contexts:
Bates (2011) concluded his self-reflective article by recognizing the limitations inherent in this type of research: "The themes I've discussed in this article are, of course, my own perspectives … I recognize that this is a limited perspective, and, aside from what others have shared, I can only intuit that others may have had similar experiences" (124). The current article is limited in the same way, and provides a glimpse into my experiences as I subjectively experienced them. The stories shared here are not meant to be generalized, but rather should be read with other autoethnographies, case studies, phenomenologies, histories, and also theory (e.g., Elliot and Silverman, Illich, Prakash and Esteva) . The musical contexts I consider in this autoethnography are rurality, Whiteness, musicing, and teaching, and are shared narratively around the central metaphor, roots. In context of this article, music education, as one of the "modern certainties" (Falbel 2002, 129) , which is usually portrayed as a universal good in society (in music education, we hear it's good 'for every child'), will necessarily be challenged as uprooting. To do so, I draw on Illichan scholarship (the philosophy of Ivan Illich and those scholars who have used his ideas), which is uniquely radical:
The surprising and deeply radical aspect of what Illich has to say is that the danger stems not just from the obvious sources (say, the military, or the hegemony of multinational corporations) but more fundamentally from those elements of modernity that appear to most people as undeniable benefits: education, health care, transportation, equality of the sexes, communication, self-help, labor-saving machines, economic development, and so on. (Falbel 2002, 129) In particular, Illichan critiques of education and economic development are pertinent to the current autoethnography.
Guiding Questions
It might be unusual for me, a music teacher, to critique music education as an uprooting social institution. I have, after all, made my career (put a roof over my . Music educated and uprooted: My story of rurality, Whiteness, musicing, and teaching. Action, Criticism, and Theory for Music Education 15 (4): 30-55. doi:10.22176/act15. 4.30 33 head and food on my family's table) in the institution of music education. As Bates (2015) observed:
Deconstructing the music education institutions to which we owe our own professional existence-the same houses we live in-could also be considered ironic. Our individual and collective professional identities are inextricable from the institutional vestiges of technical rationality (e.g., specialized courses of study, professional standards and degrees, hierarchical/bureaucratic organizations). (6) Bates continues, "The MayDay Group, by centering sociologies of music education, has played and continues to play an important role in recontextualization" (8) . Following this reasoning, the current paper challenges the music education field with my own experiences of being uprooted; Action, Criticism, and Theory for Music Education, an expression of The MayDay Group, is the space I choose to locate my story.
This autoethnography was guided by the question: how has the intersection of rurality, Whiteness, and poverty affected my attitudes, actions, and roles relative to music teaching and learning? To understand this intersection autoethnographically, I began telling stories (related to these constructs), that is, writing my memories in story form, in a journal and online (using Google Docs). I realized that the metaphor roots was important to me as I came to understand my experiences with rurality, Whiteness, and poverty. Therefore, as I began to interrogate my lived experiences with music teaching and learning in relation to these social constructs an additional question arose: how do the plant-life metaphors soil and roots guide the telling of my life-story as I come to understand my experiences with rurality, Whiteness, and poverty? This paper is constructed as an autoethnographic memoir around the theme roots.
Theory: Uprootedness and Soil
In Illichan theory, education can be understood as inextricably linked to scarcity. As Falbel (2002) states, "education is the generator or, more precisely, in automotive terms, the alternator of modern industrial society, keeping its scarcitybatteries charged through its own motions and operations" (134). In music education, this means being unable to be truly music educated in local, rural places, or by those not certified by universities. Further, education is viewed as a "universal human right," that is "a universal genderless good; so good, indeed, as to be declared a basic human need" (Prakash and Esteva 2008, 1; emphasis in original) . As a result, education is an uprooting venture in which students are "wrenched and uprooted from their traditional spaces" (24). Education, therefore, changes what it means to be human because we come to conflate learning (something humans did long before creating schools) with education (we are uprooted, and according to the laws of scarcity, taught universalizables by certified teachers, and education is a universal right; music education for all!). And so, Illichan writing on Homo Educandus 1 (how Illich labeled the change in what it means to be human) is pertinent to the current paper (Illich 1992; Prakash and Esteva 2008) .
Method

Autoethnography
In recent years, especially since the 1970s, autoethnography has arisen as a vital research method in educational contexts, including music education (e.g. Bates 2011; de Vries 2007; Gouzouasis et al. 2014; Kruse 2012; Lamb 2014; Shevock 2015a) . Gouzouasis et al. (2014) recommend "a 21st century ethos of music education research-an ethical, spiritual, and heartful future that embraces music making, and storied writing about music making, in all its uncontrolled, rebellious, and gloriously perfect imperfection" (18) . Autoethnography is at the heart of that ethos. "Autoethnography refers to research, writing, stories, and methods that connect the autobiographical and personal to the cultural, social, and political" (Ellis and Adams 2014, 254) . Because of the uncontrolled nature of autoethnographic writing, auto (self) and ethnography (a research tradition) can be emphasized or deemphasized; some autoethnographies use previous literature heavily, and some use no references at all. 2 As a way of inquiry and an "orientation to … the living of life" (Ellis and Adams 2014, 270) , autoethnography may be particularly well-suited for The MayDay Group, with its ideal of addressing "social issues surrounding equality and privilege that stem from identity constructions such as socioeconomic status, ability, race, sexual orientation, age, gender, sex, ethnicity, and religion." 3 In fact, autoethnographic techniques have been used in Action, Criticism, and Theory for Music Education 4 (ACT) (e.g., Bates 2011; Lamb 2014; Shevock 2015a Adams suggest a reason autoethnography has become important is because of "the heightened attention to identity politics" (259; emphasis added) in academia. Autoethnographies emphasize personal experience, use existing research, critique cultural experiences, use insider knowledge, add nuance, help people heal from painful experiences, and use accessible prose (Ellis and Adams 2014) . Because of the important role ACT plays within the field of music education, the current autoethnography emphasizes personal experience, existing research, and critique to discuss theory.
Data Collection
Data for this autoethnography were originally collected as a collective autoethnography, 5 research co-presented at the International Society for the Sociology of Music Education conference in New Orleans, Louisiana with Vincent Bates. Our collective research included his previously published research, Skype interviews, journaled personal reflections (based on prompts suggested by both researchers), and comments (by each other) on these reflections and literature brought in to understand these experiences on Google Docs.
Data Analysis
One way that Ellis and Adams (2014) recommend becoming an autoethnographer is to make a study of autobiography. To accomplish this, I studied and practiced exercises out of Your Life as Story (Rainer 1997) . One of these exercises is shared in this research as data: "The Fairy Tale" (42) shared as How a Boy Replanted His Roots.
In the collaborative autoethnography presented with Vincent Bates, six themes arose: church, music styles, environment, 6 community, dominance of class, and feelings of uprootedness. Though each of our experiences in rural places (mine in Pennsylvania and Vincent's in Utah and Nevada) were unique in many ways, these themes were essential to both of our experiences. Because in the current autoethnography I am presenting my experience separate from Vincent's, the weight of each theme is unique to my experiences. Rainer's (1997) "essential elements of story structure" (65) also inspired this write-up, and is part of the analysis process. These are the "initiating incident, problem, desire line, struggle with adversary, interim pivotal events, precipitating event, crisis, climax, realization" (66-7). Rather than directly following this structure, because this write-up represents the autoethnographic tradition (and is primarily guided by a thematic structure, more familiar to readers of research), Rainer's elements played a more indirect inspiration. In particular, the element, initiating incident, inspired December 1997: Withering, the problem and desire line were identified also here, but more extensively in How a Boy Replanted His Roots. Struggle with adversity and interim pivotal events are shared also in Rejecting Popular Musicing, and Singing at Mass. These elements are interspersed with relevant literature from the music education, education, and other fields (philosophy, religious studies, etc.) to provide scholarly context to my story of rurality, Whiteness, musicing, and teaching. With these methodological choices in mind, I choose to write this paper primarily in first person to emphasize the subjective nature of my experiences (including the experience of writing this paper).
Finally, each theme was analyzed artistically through the composing of haiku (four in total: "roots!", "one", "institutionalized" and "inequities"). In music education research, poetry has been used to portray more than information: it helps portray emotion, elicits fervent responses, and engenders feelings of community (de Vries 2007). Haiku-which "are inherently fleeting and impressionistic" (Prendergast et al. 2009, 311 )-have been used in music education scholarship, including in ACT (Shevock 2015a) . Following the now century-old American haiku tradition, in which "the large majority … ignore the [5-7-5] syllable count" (Collins 2013, xxix) , haikus are, in beat poet Jack Kerouac's words, "short three line poems" (xxix) "simple and free of poetic trickery" (xxx). Each haiku is shared at the end of its respective section, providing a concise, impressionistic end-point for that theme. I had learned years ago that education was an uprooting venture. Four years before teaching in Maryland, I was sitting in my dorm room with tear-soaked eyes-lonely as most new college students are, and afraid of failure. This lonely feeling passed as I made new friendships at university. Sitting in my Maryland apartment, a short distance from the John Wilkes Booth home, I felt helpless and alienated. This was not my soil. My roots could not take here. 7 Music education, the profession in which I work, is an economic venture. As such, it is infected by the same positives and negatives associated with the Neoliberal Global Economy as a whole; it is a part of that whole-it does not stand apart. Prakash and Esteva (2008) specifically discuss education: "Through their education, however, children learn to leave home, not to stay home" (3). This was true for me, as I became music educated and uprooted. As I have been educated to become a music teacher, I have found myself, oft-unreflectively, further and further uprooted from my soil. "The Western modernist individual emerges from the process alienated and disenchanted-the micro-individual was removed from the macrocosmos" (xx-xxi). Teachers can be viewed as uprooted, individual beings, but among some, "Localization or relocalization, taking root again, is being pioneered by those already awake to their marginalization by the global economy" (131). My rerooting occurred by moving from Maryland to Pittsburgh, only a two-hour car-drive to Patton (and family, traditions, etc.); and later studying for my PhD and lecturing at a university in Central, PA. (Hoffmann 1986, 254) According to Hoffmann, Otsuin's death poem, written in 1807, evokes the imagery of cuckoos to suggest nostalgia, and here "roots" alludes to burial. For me, it was my grandfather's death that led to my rooting in the soils of Patton. It is death after all, which makes soil fertile for the nourishment of roots.
Discussing the uprooting nature of education, Prakash and Esteva (2008) contend:
The social majorities need no saviors, no conscientization, no empowerment. They are impressively skillful in saving their worlds. They have been able to do so for five hundred years. The newly minted expert as well as the established scholar have much to learn about living well from the uneducated and the illiterate-if they can give up the arrogance of their expertise. (xii) When my family moved home to Patton (to this day, I think of Patton as my home), I was able to implant roots and join the social majorities (that is, the people whom the Neoliberal Global Economy generally wants to forget); where church, town, and community were very real places; real in the sense that people knew who each other were. Bates (2012) challenges music educators to "recognize the social forces (including those within schools) that perpetuate poverty" (36). He also problematizes poverty, suggesting, "the poor and rural can and do live musically rich lives!" (Bates 2011, 117) . He recommends reconceptualizing poverty "in terms of needs fulfillment, rather than income" (117). I agree with this decoupling of economic poverty from social (musical) poverty. (Illich and Verne 1981, 9) . And I was adapted, integrated, tamed, dominated and saved by music education (saved from poverty, and the rooted community so-called poverty provides communities). I have climbed the socio-economic ladder. I was a newly minted expert teaching in Maryland when I first began to question the benefit of such uprooting yearnings for my improved socio-economic status. I have since continued to music educate myself, voluntarily, in the hope of finding the type of happiness that comes, naturally, from living a rooted life. And it was only in reflection that I look back and realize my desire, to live a rooted life, existed even in my earliest experiences. But this is an imperfect realization, because, whether near home or not, I am caught in educational institutions-the ideal of permanent education-and continue to perpetuate its workforce. 9 
Church
Singing at Mass. My earliest musical remembrance was of singing in church; I was educated in parochial schools, and the Catholic Church has guided my thinking and played a role in my life since. Even in the early 21st century (after 9/11) when I stopped attending Catholic mass, and studied Buddhism and then joined Neopagan groups, I was always aware that my thinking was, somehow, still rooted in Catholicism. When, years later, I returned to participation in the Catholic tradition, it was because Catholicism continued to make sense to me as a way to see the world, and, especially, a reason to care for people.
The church, through parochial schooling, experiences as an altar server, and singing weekly in the choir, provided me with a symbolic language (a theory) that has helped me make sense of my experiences since. That theory is often out of step with capitalist values; as Henri Nouwen wrote, "But these voices calling me to upward mobility are completely absent from the Gospel" and the "way of Jesus … is the way toward the poor, the suffering, the marginal … toward all who ask for compassion" (Jonas 2009, 114) .
Like any theory, the insights of Catholic thinkers provide me a clear view of some things, but not others. According to Cornel West (1991) , this happens by mediating "how I interpret my experiences, sufferings, joys, and undertakings" (xxix).
My experiences and dedication to Catholicism is not dissimilar to West's dedication to what he calls Prophetic Christianity:
Prophetic Christianity has a distinctive, though not exclusive, capacity to highlight critical, historical, and universal consciousness that yields a vigilant disposition toward prevailing forms of individual and institutional evil, an unceasing suspicion of ossified and petrified forms of dogmatism, and a strong propensity to resist various types of cynicism and nihilism. (xxviii) Also similar to West, Catholicism provided me with a particular set of "dynamic stories, symbols, interpretations, and insights bequeathed by communities that came before" (xxix). And I was influenced by a particular group of Catholic scholars, including Thomas Merton, Leonardo Boff (both of whom I began to read in high school), Dorothy Day, Francis of Assisi, Thomas Berry, Henri Nouwen, Paulo Freire, and Ivan Illich. Many of these authors are Catholic anarchists and liberation theologians and they have led me to my interest in theory and guided the way I conceive of flourishing as a human and, consequently, as a music teacher.
Catholicism (through the two millennia of Catholic tradition) provided my young mind with a critical conception of history. Henri Nouwen 10 described Christians as "those who unceasingly ask critical questions of the society in which we live, and who continuously stress the necessity for conversation, not only of the individual but also of the world" (Jonas 2009, 177) . This dialogical historicism included a conception of human flourishing delinked (in a way many more recent Christian churches do not) from the dominant social ideology todaycapitalism. Catholic tradition provided countless examples of pre-capitalist and anti-capitalist flourishing in the stories of saints. It also provided a particular universalism that helped me fight the racism embedded in American culture, and also America's critical problems with nationalism and extreme patriotism. Many political systems have come and gone in the past 2000 years. Because the tradition I was most influenced by is critical, Catholic universalism is not viewed solely as "good" (Christopher Columbus and his genocidal tendencies are uniquely Catholic). But our society's taken-for-granted universalism, learned in context with another universalism, Catholicism, did not lead me to a belief in two universalisms-rather, by my logic, if there are two universals that are at times at odds with each other, there are no universals.
Catholicism also provided me with a conception of meliorism that I continue to believe in (people are progressing, and despite our setbacks, through work, societies are getting better). This conception of meliorism led me to choose a service profession (music education), rather than one where I was likely to get rich. It also has led me to continually refine my praxis, through reflection and study. (Illich 1992, 117) , institutionalized music. Bates (2011) suggests there is a "hierarchy of musical engagements-school over outside-of-school, formal over informal, presentational over participatory, highbrow over lowbrow-as it is perpetuated in school music" (109). I feel this hierarchy was also present in my school music experiences, which played a role in my decision to reject popular musicing and to value school music. Illich (1992) traced the history of the human-object of modern education, "the social construction of homo educandus" (113). For Illich, this historical development is typified by education as "a process of personal enrichment with values that are assumed to be scarce" (113), and as a basic human need. The problem arises with the institutionally constructed homo educandus, "The new man [sic] is a being who ought to be taught whatever he should know or do" (114). For homo educandus, "learning is a prerequisite" (115) for all human activities.
Homo Educandus Musicae.
My experience with performing personally fulfilling popular music on drum-set and my subsequent rejection of this type of musicing represents my evolution into a new being-s/he who believes music education is a basic human need (everybody ought to be music educated) and that music education is a prerequisite to meaningful musicing-homo educandus musicae. Such is the result of my music education that, despite all of my experience with meaningful non-schooled musicing, I still evolved into homo educandus musicae. I still gave up performing popular music so as to concentrate on classical percussion music (which I now think, in many ways, is far less sophisticated than popular drumming). This rejection of popular music for classical music can be understood as an "institutionalization of values," which "leads inevitably to physical pollution, 12 social polarization, and psychological impotence: three dimensions in a process of global degradation and modernized misery" (Illich 1971, 1) . Homo educandus musicae's musicing values are institutionalized values. Not only does homo educandus musicae seek nourishment from the institution, music education, but s/he becomes a missionary, whose calling it is to music educate those s/he sees as the undeveloped masses, the under-music educated. Finally, homo educandus musicae understands the institution, music education, as the best (or at least one of the best) way(s) to save those undeveloped masses from mass poverty. . Music educated and uprooted: My story of rurality, Whiteness, musicing, and teaching. Action, Criticism, and Theory for Music Education 15 (4) The theme, dominance of class, is a subjective experience of capital guiding me more than other spheres. By it, I do not mean to suggest that class is a dominant theme for everybody. It is not a universalizable. My experiences with what I am calling 'dominance of class' seem related to West's (1991) idea of inescapability; "in capitalist societies, the dynamic processes of capital accumulation and the commodification of labor condition social and cultural practices in an inescapable manner" (xxiii; emphasis in original). West's concept doesn't negate "the oppositional cultures of oppressed peoples that extend far beyond their workplaces" (xxiv), and neither do I. Yet, for me, class has been inescapable. And class-consciousness became a foundation for my ethical teaching praxis among the social majorities in urban neighborhoods-neighborhoods differing drastically from Patton.
The historical fact of racial opposition (especially among economically oppressed White and African Americans in the U.S.) cannot be refuted; the roles of the KKK were filled with economically oppressed Whites from cities and small towns not unlike my own. I have been in many rooms where poor and middleclass Whites uttered explicit and unacceptable racial slurs. To complicate matters, my lived experiences with Whiteness and maleness may have guided my beliefs about the dominance of class in ways I am not yet aware. Conscientization 14 is an ever-ongoing dialectic, "a continuous process of transformation" (Roberts 2000, 152) . However, my experience in a social majority cultivated in me an ability to recognize oppression-in this case, that of my African American 
Conclusion
As a method, autoethnography provides unique access to the object of study's memories and experiences. In this type of research, "objectivity and transferability are traded for subjectivity and singularity" (Kruse 2012, 295) . I have come to believe that, because of autoethnography's subjective nature, it is well suited for exploring theoretical concepts that may be difficult to quantify. The aim of autoethnography is not, then, to quantify but to experience, elicit, and explain reflectively. Because of the reflective nature of autoethnography, I was able to tell my story and interpret it around the themes (especially the central theme, roots). The guiding question for this autoethnography was: how has the intersection of rurality, Whiteness, and poverty affected my attitudes, actions, and roles relative to music teaching and learning? I shared my experiences using techniques from memoir writing, around the themes roots, church, music styles, and dominance of class. Of particular prominence were my evolution into homo educandus musicae (rejecting popular musicing for school music) and my experience with dominance of class.
In his critique of schools as reifying scarcity, Illich (1971) states, "School serves as an effective creator and sustainer of social myth … academic priests mediate between the faithful and the gods of privilege and power, a ritual of expiation which sacrifices its dropouts, branding them as scapegoats of underdevelopment" (44). As someone who survived the sacrificing ritual of education, supposedly succeeding in this ritual, I nonetheless find my success personally uprooting-and I have become one of Illich's priests sustaining the myth of music scarcity. However, to fight against the myth of music scarcity, I chose to arrange popular music for students (rather than reifying the universalizables-published music for concert band, orchestra, and choir). My yearning to become music educated often led to feelings of uprootedness: uprooted from my soil, from meaningful musicing with friends, and from family and familiar places. Henri Nouwen might call my expectations and needs a tragedy: "The tragedy is that we are indeed caught in a web of false expectations and contrived needs" (Jonas 2009, 154) . Simone Weil (1952) suggested one of these contrived needs is education. "He [sic] is severed from the universe surrounding him [sic]"; and because "the peasant … dreams of having a schoolteacher son" (46), education (and music education specifically) is an uprooting industry fueled by yearnings in our social system.
Searching for Rerooting Praxis
As I reflect on my experiences with music education, I challenged myself to imagine a music education praxis that would be rooting, or at least not unnecessarily uprooting. This is challenging because music educators must first realize their own uprootedness: "Whoever is uprooted himself [sic] uproots others" (Weil 1952, 48) . In my search, I came across the Foxfire teaching practices, which were honed in rural Georgia (Wigginton 1972) . Developing since the 1960s, these practices include beginning with learner choice, teacher facilitation, active learning, peer teaching and group work, an audience beyond the teacher, creativity, reflection, and, most notably to me, "connections between the classroom work, the surrounding communities, and the world beyond" (Starnes and Carone 2002, iv) . These practices seem to lead to the type of curriculum Elliott and Silverman (2015) describe as "dynamic multicultural (intercultural) curriculum" in which the music teacher works "in the context of familiar and unfamiliar music cultures" (449). Many of my own music education experiences seemed to focus on the unfamiliar but not on the familiar.
The Foxfire practices were developed when Wigginton (1972) decided to have students create a magazine based on the folk knowledge in their community. He sent students home to find content for the magazine:
So they went home and talked-really talked-to their own relatives, some of them for the first time. From these conversations came superstitions, old home remedies, weather signs, a story about a hog hunt, a taped interview with the retired sheriff about the time the local bank was robbed-and directions for planting by the signs. (11) The goal of these teaching practices is to benefit the students and the community-through "the collection of artifacts, tapes, and photographs" (13)-and can help guide students to realize the cultural richness they have in their own places of living. However, the magazine provided a unique application of approaches that might be used in different classes, in different places, differently. The 1980s saw teachers "stress the importance of the process that had given rise to [the magazine]" (Starnes and Carone 2002, 5) . In this way, Foxfire provides an approach for teaching students, and not just a model to have other schools publish their own magazines. Foxfire is "more than a magazine" (4) .
The Foxfire practices can help teachers "create learner-centered, communityfocused learning environments" (Starnes and Carone 2002, 3) , and also provide a unique approach to cultivating agency:"it is run by high school studentsstudents are going on to college knowing they can be forces for constructive change; knowing that they can act responsibly and effectively rather than always being acted upon" (Wigginton 1972, 12; emphasis in original) . This dual-focus of community valuing and student agency provides interesting opportunities for music teachers. A musicing education modeled on Foxfire might emphasize "the obvious importance of teachers knowing the ecological, social, and economic context of the place in which they live and teach" (Freire 1998, 121-2) . I could imagine a musicing education where teachers send students to their homes to audio or video record the songs the elders in their community sing. Students would then compile them into a songbook, which they would perform and publish.
What type of music educators, then, would we in teacher education need to cultivate? Do our rural, rooted communities benefit from well-intending young music teachers bringing the gospel of Grainger or Holst, and define their work as good intentioned personal sacrifice? I would challenge these music educators by echoing Illich's (1968) challenge, 15 
exclaiming to hell with good intentions:
It is incredibly unfair for you to impose yourselves on a village where you are so linguistically deaf and dumb that you don't even understand what you are doing, or what people think of you. And it is profoundly damaging to yourselves when you define something that you want to do as "good," a "sacrifice" and "help." (5) Newly minted music teachers need to stop going into rural neighborhoods with "good" music (which the rural students are too backward or uneducated to appreciate) helping rural people "develop" (2). Rather, music educators should enter communities in humility as guests, and respect these communities' ways of living and of musicing.
As Bates (2014) suggested, "it is neither optimal nor necessary for children to live as 'exiles' from comfortable and original musical cultures; a primary goal can and should be to allow students to deepen understandings and skills in familiar musics" (321). This would require music teachers to begin "by acknowledging that children come to class with knowledge from the outside world and, as such, that their knowledge needs to be honored and valued" (Abrahams 2007, 229) . Musicing, then, would be understood as an activity through which students are able to act (with or without being music educated), and their local places as valuable resources for school music and not places to be left behind in the search for better, more cultured musics kept behind the walls of other, distant places such as schools and universities.
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